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Notwithstanding Mrs. Newmarch's reference could only deal with the less important parts 
to her having attained 'the usual age,' it will of the story-the sayings of the disciples, of 
be the hope of her friends that she has much the priests and Levites, or of the crowd. 
more to say to them that will be helpful and Heinrich Schiitz was the first who, in setting 
elevating. M the German text for the Lutheran Church, 

expressed the German ideal with any con- 
sistency; and although he used practically 

The following is a list of Mrs. Newmarch's only the means at the disposal of the Catholic 
chief works: musicians, that is to say a choir of voices and 

solo singers without any accompaniment, his 
Translation of Deiter's' Johannes Brahms' (1887). settings according to each of the four Evange- Articles in the 'Dictionary of National Biography,' settings according t i eac te our Evange- 

including that on Henry Hugo Pierson. lists actually contain in embryo the elements 
' Borodin and Liszt '-containing a preface that of Bach's Passions as far as the narrative is 

embodied the first general survey of Russian music concerned, with even a hint of the reflective 

'Life of Tchaikovsky' (1900). attitude of mind which later brought such 
'Henry J.Wood,' in the 'Living Masters of Music' momentous additions to the form. It is no 

series, which is edited by Mrs. Newmarch. more than a hint, but the final chorus 
'Peter Ilich Tchaikovsky,' from the Russian ('Beschluss '), which in three cases out of the 

edition by the composer's brother, Modeste Ilich four is a short polyphonic treatment of one verse 
'Horne Amoris: Songs and Sonnets' (1903). of some well-known hymn, is enough to show 

(Elkin Matthew). that his mind had turned towards the medita- 
'Songs to a Singer' (I906). (John Lane, The tive side of the situation. Each one of his 

Bodley Head.)assions, too, opens with a choral Translation of Vincent d'Indy's 'Cesar Franck, four Passions, too, opens with a choral In- 
with a preface by Mrs. Newmarch. troitus,' the words of which, however, are 

Articles in the Contemporary Review, the Fort- simply an announcement of the Gospel from 
nightly Review, The Studio, Musical Times and which the text is taken. Thus: ' Das Leiden 
Musical Record, &c. unsers Herren Jesu Christi, wie es beschreibet All the Russian articles in the new edition of unser Heiligrren Jesu Christe Mattes beschreibet 
Grove's Dictionary of Music. de Heilge Evangelste Matthaeus. 

' The Development of National Opera in Russia.' The statement is of course a purely liturgical 
Four Papers read at the Musical Association, one, but Schutz used it as an opportunity for 
I900-4. musical decoration just as his predecessors 

i and contemporaries in the Catholic Church 
SOME GERMAN ' PASSIONS' OF THE decorated the 'initial letters ' of the Lamenta- 

I7TH CENTURY. tions with a profusion of rich polyphony, 
*producing a musical parallel to the exquisite 

BY H. C. COLLES. illuminated missals of the mediaeval scribes. 
The parallel is indeed a very close one, for 

The more one studies the history of the just as the work in the illuminated missals 
German Passion music the more stupendous was sometimes purely decorative and at other 
(ems the sense of proportion which J. S. times pictorial, so the musicians, and Schiitz 
Bach exercised in framing the 'St. Matthew among them, were sometimes caught by the 
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I _ _ * _ _ __ ____ 1 _ 1!_ 3__! __ . -11 _ . __ _-- _ > _ _-_ _ - 'J11__ - _- L T1 - T_ L __C Ir --J P'assion. bo complete is his design that one attractions o01 illustration. Inhe introitus 
hardly realizes that it presented any problem to the 'Resurrection,' one of his earlier works, 
in construction at all, that he had to co-ordinate is perhaps the most vivid example of pictorial 
a number of conflicting elements and make music of its date. The harmonic change 
them all relevant to the expression of an from the sombre and incomplete chord of 
essential idea. But if we turn back to the D minor to the brilliantly scored one of E 
more primitive attempts to give artistic shape major, is a direct illustration of the word. 
to the same idea, and see how his predecessors 

1 . .i . , -i ~-t .1 . * i -Die Auf - er . steh - ung. were conquered by the details until that idea I I 
became overshadowed, one gets a fresh light < I a 

upon Bach's genius. E-x. x 
_ r 

The story of the Passion as it is chanted Ex I 

in Catholic churches during Holy Week pro- .- a I 
vided the root idea of the German Passion; - 

,t, , . . ... * *t r Die . . . Auf - er . steh - ung. 
that is to say, an exposition of the sacred 
story made clear by being sung to a plainsong, The example suggests another point of 
and expressive by the use of certain inflexions affinity between Schiitz and Bach; his opening 
in the plainsong. Even when further height- and closing movements show him susceptible 
ened by the polyphonic choruses of such both to reflections upon the story and to 
composers as Vittoria, Soriano, or our own direct illustration of words such as Bach made 
William Byrd, it remained rather a formula a part of his scheme. 
of devotion than a work of art, since composers When we come to Schiitz's treatment of 
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the Passion story itself, we see the German (it would be inaccurate to call it recitative) 
idea of a wholly spontaneous and unfettered in the parts of the Evangelist and others are 
recital of the Gospel words gradually asserting thrown into strong relief by the very fact 
itself. It is not surprising that the choruses, that they are seen in direct contrast to the 
Voces turbarum, should be the most completely plainsong tradition which elsewhere often 
emancipated, for composers had exercised dominates Schiitz. In the ' St. Mark Passion,' 
their art upon them even within the Catholic Schiitz preserves the chant with very little 
Church, but certain passages of declamation modification thus: 

Ex. 2. 

1tb r I V t 
und nach zweien Tagen war Os - tern und die Tagen der siis - sen Brot, und die Hohenpriester und Schriftgelehrten 

- I i hl o _ l T ___- er -J O n 

such -. ten, wie sie Jesum mit Iisten griffen und tod . . ten. sie a ber . . . . sprach - en. 

It represents his starting-point, and it is only example. It is quite evident that the contrast 
when one has gone through the ' St. Mark between the nervous excitement of Judas and 
Passion' with its endless repetition of the the gentle calm with which he is greeted by 
same chant, monotonous recitation and con- the Master took hold of Schiitz's imagination 
ventional inflexions and endings, that one is as it did later of Bach's, and his attempt to 
ready to grasp the immense difference existing convey the impression led him to use the 
between such a style and that of his ' St. same melodic contours though on a much 
Matthew Passion.' In the latter the whole smaller scale. An examination of the two 
declamation is free, even though the phrase- passages side by side shows both the likenesses 
ology is sometimes that of plainsong, and where and the differences in the most direct way, 
his mind shakes off its fetters most completely and both are significant. Schiitz retained 
one cannot fail to notice a remarkable likeness the square and lozenge-shaped notes of plain- 
to Bach's recitative. song, but they are here translated into semi- 

The scene of the betrayal by Judas is a striking breves and minims for the sake of convenience: 

Ex. 3. 
JUDAS. _ EVANGELIST. 

SCHUTZ.b r r r J r r f r O 
Wel-chen ich kis- sen wer- de, der, der ist's, den .. greif - et. Und alsbald trat er zu Je . su und . . sprach: 

EVANGELIST. 

BACH. Wel-chen ich kuis-sen wer- de, der ist's, den greif- et. Und als-bald trat er zu Je.sum und sprach: 

Jt - - 
- 1 - J 1 - ' 

6 4 3 6 

* 
JUDAS. EVANGELIST. 

T, - r r r - - - | r J J J 
Ge - grus - set seist du, Rab - bi. Und kiis - set . . ihn. Je * su a - ber sprach zu ihm: 

JUDAS.. EVANGELIST. 

O# c > 1' '" I FI . I . " I e 
Ge - grius- set seist du, Rab - bi. Und kiius - se- te ihn. Je - sus a ber sprach zu ihm: 

. h r | _ J J I r i J 1- - I of 
5J S 

,in Fu n w f u k - 
Mein Freund, war - um bist du kom - men? 
JESUS. .4. 

# JESUS- y 
- r t i g 

- 
-^ t - 

Mein Freund, war - um bist du kom - men? 

6 
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The first words are treated by Schiitz as a 
direct statement, by Bach as an oblique one 
by the Evangelist of what Judas had said. 
Otherwise the parts are allotted in the same 
way except that Schiitz, reserving the bass 
voice for the Master, makes Judas an alto, 
thus choosing the least manly quality for 
him. The eagerness of the repeated 'der,' 
'That, that is he,' and the rising phrase to 
which the words are set by Schiitz, give the 
feeling of tension, thrown into high relief 
by the fact that the next words of the Evange- 
list are given in the impersonal tones of plain- 
song, using the conventional cadence (cf. Ex. 2). 
In what follows the similarity of outline be- 
tween the settings of the two composers is 
obvious; Judas's half mocking, half fearful 
' Gegriisset,' rising a fourth on the high notes 
of the voice, the touch of shame in the drop 

Ex. 4. 
JESUS. _ _ 

of the Evangelist's voice at the words, ' und 
kiissete ihn,' and finally the sorrowful reproof 
of the 'Mein Freund,' and the delicate in- 
flexion of the question of Christ. Moreover, 
Bach's favourite device of beginning a phrase 
on a high note (which is often the despair of 
conductors who cannot make tenor singers 
realize that a high note is not necessarily a 
long or important one) is anticipated by 
Schlitz (see asterisks), although the plan is the 
opposite of the usual plainsong method. 

It would be possible to give many other in- 
stances in which Schiitz's declamation reached 
forward in the direction of Bach's most powerful 
recitative. One more only must be given, 
however, this time from the ' St. John Passions,' 
because it brings out both the likeness and the 
difference. The likeness is in the conception 
of the idea, the difference in the workmanship: 

EVANGELIST. 

scHU G Z ? - 
BE | ? h | r_ 1- a-- -J r 1. 

Est ist . . voll . . bracht! Und . . nei - get das Haupt und . . ver - schied. 

EVANGELIST. 

BAC. 
; n- t u r- I h i 

BACH. Und nei - get das Haupt und ver - schied, 

t-## ej J P I aJ- - H 

Both convey the abandonment of life in the ment of the death of Christ, so that the last 
droop of the voice between the two phrases verse of the hymn 'Christus der uns selig 
of the words, but Bach does it by a transient macht' comes with peculiar force. The words 
modulation from the key of B minor to that are: 
of F sharp minor, involving his favourite 'O hilf, Christe, Gottes Sohn, 
interval of the diminished 7th. Schiitz, writing durch dein bitt'res Leiden, 
in the beautiful phrygian mode, falls to its dass wir dir stets unterthan, 
characteristic cadence, and in this moment all' Untugend meiden; 
his expression of the idea seems more com- deinen Tod und sein' Ursach' 
plete than Bach's, because more simple. fruchtbarlich bedenken, 

This example brings us naturally to Schiitz's da fur, wie wohl arm und schwach, 
treatment of the meditative side of the Passion dir Dankopfer schenken.' 
music, for it happens that the 'St. John' is 
the only one of the four settings in which the And the quotation of the opening shows well 
' Beschluss ' follows immediately on the state- the pure and reflective style of the music: 

O hilf Chri 
I I I l--_ I 

ste, Got 
I .. - I 

Ex. 5. 

_ l . J i 
j 

l ?t J_ I ? 

0 hilf Chri - - ste, 0 hilf Chri - ste, Got - tes Sohn 

O 

hilf Chri - - ste, Chri . ste, Got - tes Sohn 

O 

hilf Chri - - ste, Got - tes Sohn . 

It looks backward to the older types of contra- 'St. Mark' (which, though the most confined 
puntal church music, whereas many of the in its recitative, is the richest in its choruses) 
dramatic choruses in the course of the work shows remarkable daring in melody and in 
look forward in an extraordinary degree to harmony of the kind which Bach developed to 
the incisive style of Bach. The following the highest pitch later: 
passage from the 'Crucify him' chorus of 

tes 
I 

Sohn 

23I 
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kreu - - - -zi -ge, kreu - zi - ge ihn. 

Ex. 6. ihn, kreu - - - - zi - ge, kreu - zi - ge ihn. 
kreu - - zi - ge, ihn, kreu - zi-ge, kreu - zi - ge ihn. 

kreu - - - - - - zi- ge, kreu - zi - ge ihn. 

The undulating arpeggio, in the bass here, is same episode. The clear parallel between 
the chief motive of the whole chorus; it Schiitz's treatment of the question 'Lord, is 
surges through each part in turn, and, har- it I ? ' and Bach's has been pointed to by his- 
monized with bold chromatic passages and torians, and it is therefore worth while to give 
grinding suspensions, it suggests at least some Schiitz's chorus here for purposes of comparison, 
of the effect of a clamouring rabble which especially since it shows his treatment of quite 
Bach produced in both his settings of the another type from that of the last example: 

Ex. 7. Herr, bin ich's? Herr, bin ich's? bin ich's? bin ich's, bin ichls? 

j 

r 
r,r . V 

Herr, bin ich's s? 
Herr, bin ich's? bin ich's? bin ich's? bin ich's? bin ich's? 

K - h Jbr r cr'? b L rh rK r i - 
Herr, bin ich's! bin ich's? bin ich's? bin ich's? . . . 

Even from these slight examples it is possible 
to get an indication of the impression which 
the study of the whole of Schiitz's Passions 
gives, that, like Bach, he was alive to every 
kind of suggestion which could be gleaned 
from the words, and that once his mind became 
possessed by an idea he had no difficulty in 
translating it into appropriate musical lan- 
guage within the limits of the means at his 
disposal. 

It was after Schiitz, when the means became 
more complex and they were being dealt with 
by less clear-sighted intelligences, that the 
details of the scheme began to cloud the issue. 
If we pass over some forty or fifty years, and 
glance at the Passion music of the end of the 
I7th century, we seem to be much further 
from the spirit of Bach even though in some 
respects we are nearer to his form. The 
settings of the story according to St. Matthew, 
by Johann Sebastiani and Johann Theile 
(produced in I672 and I673 respectively), are 
accessible now to the ordinary student because 
they have been reprinted in the ' Denkmaeler 
Deutscher Tonkunst' (vol. xvii.). Each has 
an orchestral accompaniment, the former for 
two violins, four violas and basses, the latter 
for the same instruments without the violins. 

Moreover, Sebastiani was probably the first 
composer to include chorales as a part of his 
work, though there is evidence to show that 
they had been introduced as congregational 
hymns into earlier settings according to the 
discretion of the minister. But Sebastiani 
provided that a chorale (sometimes one verse, 
sometimes more, and in one case as many as 
eight verses) should be sung as a soprano 
solo at the most salient points in the story. 
Thus when Christ justifies the woman's offering 
with the words, ' She did it for My burial,' 
a verse of '0 Welt ich muss dich lassen' 
follows, and a dramatic rather than a con- 
templative use of the chorale ' Gott sei gelobt ' 
occurs in the scene of the Last Supper, repre- 
senting the hymn of the Apostles before they 
went out to the Mount of Olives. Theile, too, 
brought an important addition to the form, 
for in place of hymn tunes sung as solos he 
wrote several original arias, generally for 
soprano voice; but in one case, that which 
follows the denial of Peter, he uses a tenor 
for the purpose (Peter is a tenor), as though 
to emphasize the personal aspect of the lament. 
That Theile's arias are quite untouched by 
the influence of those of Italian opera will 
be seen by the quotation of this one: 

Ex. 8. 

232 
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l^r^ ^-r _ 1 L I r- -, -L^- 
kein - e Gna - de sen - den, Ach, so . ist's mit mir ge-schehn, mein b6s Ge. wis - sen pla- get 

656 5 6 6 5 4 5 
6~~~~ o? ~~~~2 

l^r^ ^-r _ 1 L I r- -, -L^- 
kein - e Gna - de sen - den, Ach, so . ist's mit mir ge-schehn, mein b6s Ge. wis - sen pla- get 

656 5 6 6 5 4 5 
6~~~~ o? ~~~~2 

und drei mal mein - em Gott ver - leug - net. und drei mal mein - em Gott ver - leug - net. 

[The figures are obviously incomplete. They are given here as they appear in the Denkmaeler."] [The figures are obviously incomplete. They are given here as they appear in the Denkmaeler."] 

It has an unmistakable, expressive beauty of 
its own in the mixture which it presents between 
the chorale style and the declamatory one, 
and one may find its counterpart to some 
extent in the ariosos and accompanied recita- 
tives of Bach. Such things mark the beginnings 
of certain traditions which Bach adopted, and 
yet these Passions as wholes seem infinitely 
further away from him than does Schiitz, 
because it is only in the accessories and not 
in -the fundamental treatment of the story 
that they approach him. Most of the recitative 
is accompanied by instruments playing in 
ostensibly contrapuntal parts, and conse- 
quently the voice is cramped and forced to 
proceed according to harmonic rule. There 
is no spontaneity in its declamation. The 
choruses, too, are distressingly perfunctory. 
Sebastiani is content to get the words in some- 
how upon reiterated chords, and Theile only 
makes a show of counterpoint where Schiitz 
gave dramatic veracity. Neither is mainly 
occupied with the truthful presentation of 
the Passion story, but with considerations of 
workmanship and points of exterior effect. 
And so, simple and innocent as these works 
appear, the decadence had set in which, with 
the coming of Italian opera to Germany and 
the development of the oratorio style, fairly 
overwhelmed the form of the Passion music. 
How far the reflection upon the story came to 
obscure the story itself is shown in Brockes's 
well-known libretto, set by Handel among 
many other composers, in which the Bible 
words are paraphrased and deprived of all 
the subtle suggestions of character which 
appealed to Schiitz so eloquently. Librettos 
by Neumeister and others went further, until 
the story was practically ignored in favour 
of sentimental reflections upon it. 

The stages cannot be followed out here; they 
are referred to rather to emphasize the remark- 
able balance of mind which Bach showed in 
dealing with the confused state of things. A 
narrow-minded purist would have swept away 
all the accretions and returned to the primitive 
form of Schiitz or earlier. Kuhnau, in fact, 
Bach's worthy predecessor at Leipsic, attempted 
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by Neumeister and others went further, until 
the story was practically ignored in favour 
of sentimental reflections upon it. 

The stages cannot be followed out here; they 
are referred to rather to emphasize the remark- 
able balance of mind which Bach showed in 
dealing with the confused state of things. A 
narrow-minded purist would have swept away 
all the accretions and returned to the primitive 
form of Schiitz or earlier. Kuhnau, in fact, 
Bach's worthy predecessor at Leipsic, attempted 

B 

something of the kind in the ' St. Mark Passion' 
which he brought out in I72I, but like all 
reactionary efforts it was quite futile, and 
made no permanent impression upon the art. 
Bach restored the narrative to its rightful 
place, and presented it with greater intensity 
of feeling and in more vivid musical terms 
than it had ever received before; and so far 
from stripping it bare in order to do this, he 
added greatly to the variety of the subsidiary 
commentary. He was well able to do so, 
since everything was made relevant to the 
ideas generated directly by the narrative, 
but one has to hear the ' St. Matthew Passion ' 

complete in order to realise how perfectly pro- 
portioned is each element of its design. 
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Occastonal 1Fotes. 

The musical world will be interested to know 
that Sir Edward Elgar's second Symphony is 
completed and that the full-score is engraved. A 
miniature edition of the score is in preparation, 
and will shortly be published by Messrs. Novello. 
The motto on the score is the first two lines of one 
of the last Love Poems of Shelley: 

Rarely, rarely comest thou, 
Spirit of Delight. 

As announced on p. 234, the first performance of the 
new work will be given by the Queen's Hall Or- 
chestra on May 24. The second performance will 
be given by the London Symphony Orchestra, at 
the concert to be given at the Queen's Hall on 
June i, in connection with the International Con- 
gress of Musicians (May 29 to June 3). This will 
also be conducted by the composer. We shall 
give a full account of the Symphony in our May 
issue. 

The arrangements for the above-mentioned Con- 
gress are taking definite shape. The details are 
too elaborate for us to give in full here. The new 
prospectus can be obtained by applying to the 
Honorary Secretaries, I6o, Wardour Street, 
London, W. A serial ticket admitting to all the 
lectures, concerts and entertainments (except the 
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